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DEDICATED TO EVERYONE WHO LOVES A PENCIL 
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MR. WEBSTER DEFINES DRAWING 
AS DELINEATION. THAT DOESN'T 
TELL YOU HOW MUCH OF A REAL 



"BANG" THERE IS IN IT. MAYBE 
HE NEVER KNEW. MOST FOLKS 
LOVE TO DRAW EVEN WHEN 
THEY KNOW LITTLE ABOUT IT. IT 
STARTED WITH THE CAVE MAN, 
AND STILL SURVIVES ON THE 
V, WALLS OF PUBLIC PLACES... BE¬ 
CAUSE IT'S SO MUCH FUN, AND 
SO EASY, IT'S A SHAME NOT TO BE 
ABLE TO DO IT BETTER. 

ANDREW LOOMIS 
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ALL THAT YOU NEED TO KNOW, TO START 
THIS BOOK, IS HOW TO DRAW A CIRCLE.... 



And it can be as lopsided as the family budget, and 
still work out. 





Don't start out with that old gag, "I couldn't draw a straight 
line." Neither can I, freehand. If we need a straight line, we 
can use a ruler. Now please try it, just for fun. 
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HOWDY 


FOLKS! 


Who am I? Oh, just one of Andy’s little funny folk. 
But I’m important! He gave me a job. I’m the spirit 
of the book, by jeeminy, big nose and all. I represent 
all the blue in here. My right name would be Basic 
Form, but that’s much too high-sounding. He thinks 
that name would scare you away. So he just calls me 
’’Professor Blook” and lets it go at that. Now, I’ve got 

a few interesting things to tell you. 
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THE TOP OP 
TtfE HE A* IS 
U IK E .ft B A l-L 



Since Andy cannot talk to you personally, he put me in 
here so we can really get together. It's tough on Andy, 
for that guy really loves to talk, especially "shop talk." 
Now this plan of action is based on the use of simple 
forms that are already known and familiar to you, and 
which you can certainly draw. 

From these simple, known forms, we build other 
forms, which without some constructive plan would 
be too complicated to draw. For instance, the top of 
the head, or cranium, is nearer to a ball in shape 
than anything else. So we start with a bull, and add 
to it the shapes we want. We thus ’’arrive" at the out¬ 
lines that are needed instead of guessing at them. Only 
the most talented end experienced artist can draw at 
once the final outlines. That procedure is most diffi¬ 
cult, and is the reason most people give up drawing. 
But knowing how to ’’construct" makes drawing simple 
and easy, and a delightful pastime to anybody. By build¬ 
ing preliminary shapes and developing the outlines on 
them, we know WHERE TO DRAW OUR REAL 
LINES. There is hardly anything that cannot first be 
constructed by the use of simple forms. 

"Santa had a belly, like a bowl full of jelly." Now that 
was a real observation. We know j ust whet it must hove 
looked like. In fact we can see it shaking! Now, the idea 
is to draw the bowl before the belly. If the observation 
is correct, it ought to be a simple matter to make it fairly 
convincing as an abdomen for old Nick. Of course we 
will cover it with his coat and pants, but we'll be pretty 
sure the pants don't spoil the big idea. I 
picked on Santa because he'll never complain that I'm 
being too personal over his appearance. I might just 
as well have chosen your next-door neighbor, his lunch 
basket may be equally rotund, and shake some too. 
Every form is like some simpler form, with this or that 
variation, and with pieces added on. The simplest 
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Forms we know are the sphere, the cube, and the egg. 
Before we could walk we recognized the sphere in 
Dad's new golf bulls; the cubes were in the sugar bowl; 
as for the eggs, well, the nicest ones were Easter eggs. 

I say, "Draw a line/' You cannot know just what I 
mean. A straight line? A curved line? A jagged line? A 
wiggly line? There are a thousand kinds of lines; be 
more specific. But it I say draw a ball, a cube, an egg, 
a cylinder, a pyramid, a cone, a rectangular block, in 
each case the image you get is perfect. You know ex¬ 
actly what I mean. Instead of "line," we shall think in 
terms of concrete and tangible "form," and proceed 
as if we were handling lumps of clay. You can appreci¬ 
ate the value of such a method, for you know the fun¬ 
damentals even before you start; they are obvious to 
anybody. If you never saw a ball, you should quit right 
now. 

As you proceed to build all sorts of shapes out of 
simpler ones, it is amazing what you can do with 
them, and how accurate and "solid" the resulting draw¬ 
ings will appear. The surprising part is that, when the 
construction lines are erased, very few could guess how 
it had been done. Your drawing appears us complicated 
and difficult to the other fellow as mine might seem to 
you now. It takes on a look of professional workman¬ 
ship, which indeed it has, since the professional artist 
has by some method had to "construct" his work to 
make it "professional." 

If you will give the following pages even your amused f 
attention, I am satisfied you will find much that will 
surprise you in the way of ability but perhaps you here¬ 
tofore never guessed you had. If it absorbs your inter¬ 
est, you might find yourself clever enough to amaze 
those about you. Just now take my word for it that the 
method is simple, practical, and, I believe, possible for 
anybody to follow. 
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TAKE A GOOD LOOK AT THIS PAGE 


A circle is a flat disk. If you draw the "inside" contours, it 
becomes a solid ball, with a third dimension. We shall 
build other forms, like lumps of clay, onto this solidity. 
The construction will be erased, but the solid appearance 
will remain, giving form or the appearance of reality. 



Number land 2 fi&l 0# ihejym-meiric&i c2t- 

PUidtl the Li-11 afip&xrj 'jolLd'. ftfdftyjt&ftii&U dW 

e2< ikotifh the gulling of ike kali h&es yiol cLtrjfe 


[ ( 


/ 

— \ 

> 

X 

J 

f*" 


UHF tAebi.ll \~ 

Si triple firms. &ur Lai 2-in (7 hl&ckj. 




7n t? £>&// 6ulil jAo&j tf-T ilie 
construction In pose 
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PART ONE 


HOW TO DRAW FUNNY FACES 



Get a pencil and paper quickly! Draw lightly all you see printed in 
blue. Take one stage at a time, on one drawing, until the last stage; 
then finish, with strong lines over the light ones, the lines we have 
printed in black. That is all there is to learn! These are "selected" or 
"built in" from the basic forms. I call the basic drawings "Blooks," 
after myself. 
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HERE WE GO! 


I promised you that all you need to know, to start this book, is how to draw a 
lopsided ball. Whatever shape you draw can be used as a foundation for a funny 

face. Do the best you can, even if the ball looks more like a potato. 









Divide ike kali any way you a/csA. sldd ike 

/ken add crosslines akoue and below nose. Turn Ike kail if desired 


/4dd eyes, ears, mouth .broms, etc. Attach a. couple of halls lor cheeks. 
Draco luylitiy. Then select the lines you ooani and dram m heavily. 


Thu IS 


Tni d simple P Build yoar own , You neednot copy. 
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THE FUN STARTS! 


The big idea is to start with a "form." Then develop other "forms" 
on it. Build your final lines in by selecting, eliminating the lines 
you do not use. I leave mine in to show how it's done. 




/fny shape will do Oei the working principle ftememher the sides of 
tie face should match. Do not make one cheek or ear larger fhanthe oik & 



fill Hu e lines are light Awes. When drawn in as you want them, era. j e un¬ 
til fa intend then hang in the heavy lines for the final drawing 
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A SURE METHOD FOR ANYBODY 


t nose Gif'# happen /■?gads r jusiplain Duch Soup for you*? She if re 



Mow add a small ball. Place i£ anywhere inside or touch inf /Ae frsl ball. 





Divide the hail so that the division tines cress at a point under ike nose. 



did crosslines above and below nose as you did before. Mow build in 








the rest, the ears always q-o en a /in 


e mi 


~ddle line dike lace. Finish ana wau mow wish, Ids oi lant 
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IT'S REALLY GOING TO BE EASIER THAN YOU EXPECTED 


Now, if the first drawings you do are not the last word in cleverness, don't be 
discouraged. You will soon get the idea. When you begin to sense form, you 
will have the whole works. Then we'll polish up, and they will have to admit 
you are good. 





The middle/me establishes the 'solidityofthe farm. The ultimate appearance 
d the drawing is ike result of the bade forms you have id it mto if. 



hTs you /earn you can control the type of /ace by selecting shapes that pate 
you the effect you. want. You, feel /he expression even before finished 



Mod folks only learn to draco one face and do it until if fores them. 
This ujay you never yet two alike t if you raise or /outer r fallen Or dirni- 
tt/sk , or invent the shapes you attach. You can vary the tall so many 
ways it a/so adds muck variety. 



By the tone you yo throuyh the hook you should he a fie to create a/most 
any character you uush, tail, short,, thin, fat. jolly, sad, anyu/ar T pudyy, 
bony, y&ivky, any old kind you count. But Just How well develop the head. 
16 very important. 


17 





THE "BLOOK BALL" 


If you will now turn back to page 12 and look at the string of balls, you will see 
that we are getting right into big business. You need some practice on these. 
Never mind if they are a little off. 



(?Jt eye fa tell tf&ci where fa put ike curves fa divide ihc faz/L 



The divisions need not he per fad, iui practice on these. 



Jge hwJ fflrtnppositions yOa Can dkiZiv. d/w&ifS dritiv the CLxis. 






Use a com/sxjs or a coin.dyou- wish^imiU (pa get the 


The better you can draw these balls in any old position you wish, the better you 
are going to be. The line from the top to bottom is the "middle" line of the face. 
The horizontal line, which looks like the equator, is the "eyeline," and it also 
locates the ear. 


18 






JUST PRACTICE ON THESE "BLOOKS" 
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THE BEST WAY TO GO ABOUT IT 




[)kzw the Sa/i Tilt d any 





/Attach Hafir, ears and chin 






Now the gi/ej, yno&trthi . chgehir, prow 



trace cantil /ain-t. The butl-i at, jh&p 

anil jufpejf ether details. 



" , # 
ds alt set rbhe in the alack. 


ec 
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WE ADD ANOTHER LINE TO THE BALL 



Look at the diagram. This last line goes completely 
around the ball, thought the axis at each end, and cuts 
the eyeline just halfway round on each side of the middle 
line. The ear joins the head at the point of intersection of 
the eyeline and the earline. 








Sketch m the b&U freehand. 



Invent 





21 





THERE IS NO LIMIT TO THE VARIETY 




I am a lot more anxious to have you understand the method and 
create your own forms than to copy mine. But copying mine 
now will get you started. 


Always construct the head from the cranium down. There is no 
other satisfactory way. You can see by now that the position of 
the ball determines the pose of the head. The pieces you build 
on determine the character. 


W 
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"BLOCKY" TREATMENT LENDS CHARACTER 


"Blocky" shapes always combine interestingly with round shapes. 
It is a good idea to make the final lines angular even around curves. 
It gives a sense of bone and ruggedness of character. You would 
not do this when drawing pretty girls or babies. 



Now I've got a surprise for you. Instead of drawing all there 
lunkheads, let's try something real. I'm going to pose for you. 
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BLOOK POSES 



y&u didoti suspeet it, but fee 
been bookin' riyh t over your 
shoubder: abb the tune. Abo Aid 
din, bo/As, you are szib yeiiiri 
yood.1 believe by now you am 
not nearby so dubious, Jo now 
jbsi try one of me and surprise 
yoarsebl fteatty, Pm easy bo do. 



Abe here is the position o/the 
babi. Draw ii carefully. 




a 


There nocob Didnt Pie// you 
Pd make an. artist 0 /you in 
no time A Alow folks you&ejust 
had your first bru te of ike bn 
that} in this business, keep 
yotn" bat pteasg don 't he sadf 
fed. The real fun is abb ahead/ 
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EXPRESSION 


Expression is & matter of personal 
interpretation and is the hi aye si 
stickler for ike average funster 
So /have prepared an expression 
Chari /or pour ready reference. 
Every face varies, of course, hut 
ike re are fundamental things ikai 
happen in ike face for every kind 
of emotion . f? fa i man fads surprised 
in afoul Ike J&me way as a thin- 
felloe. Me does ike same things with 
a different face. T/t&se will skew 
you ike haste action of ike features, 
sfsiother artist might interpret these 
differently kut they are something to go Oh, 
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EXPRESSION 





The b<3, a The 


Mouth aynd etf£S Other dei&ilx 

Ike main characteristics ofike 
smile are Spain itna ofthe etfCJ, 
foul under epes. The pieces are 
fail andpoint toward ike ear 
Mouik wide, fib between pieces, 


Th € L eli-e~&k- 

0 

Tip bait bark The pieces 


hfedted cut finished 

for ike laufkyjfaeeze ike cheek 
kifh aypunsi the epe, tiff r^es 
at outside corners. Folds under 
ike etpes. Puff corners of mouth 
weff up. Ji-ww upper feeih onfif 









Tip fail down The pieces 



Sour faces and downs work out so 
muck idler if build of anfafar or 
blochy shapes, femember'anp&r 
as associated so if A anpafar, by 
out some pieces''of pour own, fun! 


Pop ike epos. DistendnostrlfsJhw) 
teefk, Pdf cheeks forward and down 
Open comers of mouth aside andpuff 
oja# down. These dmwinpsaro based 
on ike Expression ChariTJ?p others. 
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DIFFERENT EXPRESSIONS OF THE FACE 



I think it} fun fa create a little face 
and then Jfflf what We can make it d& . 
Expression will fe off rent value. Jbon 
you will want to draw a continuity 
of action in Severn l pictures. 


hi surprise, anxiety, pity, elation, 
fear, anticipadio n, delink t, the trows 
are elevated.. 7h e brows are important 
Ed speak of knitted trow, worried brow, 
'troubled brow" etc. Study year own. 




In doubt, perplexity, suspicion ,dls 
yajf, disdain, annoyance, arzyer 
fury, coneer&tra lion, andIn fi llano us 
lauyb ter, lb r br&yus point down. Mere 
are many subtle emotions,Study them 


frh ert ds nil Said and done, you 
must "feel"ike expression you want. 
Make ft cos at yourself In a mirror'. 

If anybody oatckes you, claim fkat 

you. are smart and (hey are crazy. 
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TRICK STUFF 


Try this on the folks. Tell them draw two overlapping circles, any 
size. Draw a middle line through both and build on your own pieces. 
You can make a head out of any combination. Of course, tell them 
to draw lightly. 
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TRICK STUFF 


Draw a circle. Attach two smaller circles, not far apart, any¬ 
where. You can put a third above and between them. Then 
draw the middle line so it passes between the two small circles. 
Proceed as usual. 
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HERE'S A STUNT 


Draw three balls, one of them small, in any position. Con¬ 
nect the larger balls. Draw a middle line under the small ball. 
This suggests a head. Now use your imagination to complete 
the drawing. 
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DON'T MISS THIS PAGE 

Here we combine the ball with other basic forms. With "solid 
forms" to build on, the head begins to take on more reality. 
You can almost anything you want to with the supplemen¬ 
tary forms, and come out all right. The is real character draw¬ 
ing, and a challenge to you. 
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PROJECTION 


This page is for the clever folks. It is a method of projecting 
the characters you have created into various poses. Try it with 
very simple heads at first. You must use your eye and build 
very carefully. 



Toa Sirs/figure oat a front v tew of your head. 
Then bym east/ring fries correct/Am socially 
across, ha ilcl a profile /Safe //te features artoi 
pieces all ft on Ike corrrspo.it fifty fries 
flier you Start the fern //rootywet set/ey&o 
cart fur ?z or ill/ Site ball aszd arotw by eye* 
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VARIETY BY DISTORTION 



Square off 
me c/rnaxm 
or tracing Os 
sku&nfmtm 

ike proportion 

fill in scores. 


Take any head. You can distort it by the following methods. 
This is valuable in caricature. You can trace a photo, and draw 
from the tracing, or take any of your own drawings and dis¬ 
tort them. 
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You cun also 
change ike 
square sizes, 

Here again is a chance for your own invention. Draw a square 
around your subject. Divide each way into eight or more parts. 
If you wish to distort separate features, change the size of the 
squares into which they fall. Make the line cut through each 
square as it does in your copy, but changed to fit the new 
proportion of your squares. 1/2,1/3 square, etc. 
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BABIES 



34 




\\ \\tSV& 


BRATS 
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THE DIVIDED BALL AND PLANE METHOD 

The Method Developed by Andrew Loomis, Which Makes 
Construction Simple for Any Type of Head. 






We go now into the most important section of the 
book. The method here worked out is a develop¬ 
ment of the simple groundwork you have already 
accomplished. It need not frighten you, since it is 
but slightly more complex than the work up to this 
point. 

The cranium, as you perhaps have realized, is never 
a perfect ball in shape. To draw it correctly we must 
make alterations, some slight and others quite exag¬ 
gerated, to fit the various types of skull. Neverthe¬ 
less, we can take as a basic form a ball sliced off at 
the sides, leaving it a little wider one way than the 
other, and adding to it or taking some away. The 
forehead may be flattened, cut down, or built up as 
the case may be. The cranium may be elongated, 
widened, or narrowed. The facial plane may also be 
altered as we see fit without destroying our working 
principle. The plane simply attaches to the ball 
wherever we want it, which makes our method 
entirely flexible, so that we can represent any type 
of head we choose. All other methods I have yet seen 
do not start with a form anything like the skull, or 
make any allowance for the variety of shapes. 



After this book was pub¬ 
lished, I learned with inter¬ 
est that a similar basic 
head form has been used for 
years by Miss E. Grace 
Hanks of the Pratt Insti¬ 
tute, Brooklyn, and that she 
has written a book based 
on this method. 
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THE DIVIDED BALL AND PLANE METHOD 




h-'i S eft. 


Measurements 

These are measure¬ 
ments / k<zoeperson¬ 
alty accepted as 
Ideal. Pedlamy the 
Jtaxdard propor¬ 
tions were msedm 
Latin types, /kaoe 
worked these out 
as Idealdmertcan. 



The Divided ffadl anti Plane Method 
ha? ail these proportions worked 
oat in the hail anti plane Itselfanti 
will automatically yO into the head 
unless the hall or plane Is chanyed. 
Unless the reader is seriously inclin¬ 
ed to draw ike head in realistic pro¬ 
portion y it is advised to foryo serious 
study of the measas-emen is f depend - 
my merely upon the eye and the hall. 
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THE DIVIDED BALL AND PLANE METHOD 


It is this flexibility and freedom built into the 
method that should make it of certain value. On 
page 371 have given a set of measurements I con¬ 
sider ideal, but these need not be adhered to. To 
me the real value of the method is that it makes 
possible the accurate construction of the head 
without copy or model or, when a model is used, 
that it allows you to render the type recognizably 
and with certainty. It possesses powers of exag¬ 
geration for comic drawing and caricature as well 
as of serious interpretation. It opens an avenue of 
approach to the novice, dispenses to a large ex¬ 
tent with the necessity for tedious and prolonged 
study, and gives almost at the outset the much 
needed quality of solidity which usually comes 
only with a knowledge of bone and muscle struc¬ 
ture. 

If you glance at page 39, it will be evident how 
the ball and plane is designed to give that appear¬ 
ance of actual bony structure. The skull lies within 
this basic form. But over and above this in impor¬ 
tance is the helpful guidance it gives in placing 
the features in their correct positions, in relation 
to the pose of the head. This will come very 
quickly, and soon the eye will detect anything 
obviously "out of drawing." 

Many years ago I sensed the lack of any method 
of approach having any marked degree of accu¬ 
racy. I was told to draw the head as an egg or oval, 
and to proceed from there. Fine for a straight front 
view. But what of the jaw in a profile? There is 
but a slight hint of the skull formation in an egg 
shape alone. Again, I was told to build the head 
starting with a cube. While this aided one in sens¬ 
ing the perspective, it gave no hint of the skull. 
How much of the cube was to be cut away? Since 
then I have heard of "shadow methods" and oth¬ 
ers, yet in every case a previous knowledge of the 
head was necessary. 
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THE DIVIDED BALL AND PLANE METHOD 






Utepi&n? navy bfffcis&C 
srhxvsFvd an ihs tail. 
&* can rfi- fiscif tJwna you. 
«)wA HUlO'I- if- uSf 
applitziii&n , 


How To Setup the Bail and Plane 


Draco ike hall as before, bat Hoot a&dmpthe 
middle tine doism off the ball. Divide .middleide 
into four parts that appear epuaf, each pari 
being epuaitcAaff<the dtstan ce fd>n '‘Srasl m h 
tap of fail. Slice off sidesby dtvppirif earline 
straiyAi down. Middle line and ear tin e are 
parodist. The epeline now olr&ps below ike 
efuabet; *wAick Snow ike "BrowUtte" Estab¬ 
lish 'tfse line in middle of plane to ran around 
to ear ftarfzsfens on at intersection of eye tend 
ear tines. Plane stops just short of ear, Top 
of ear teaches Broadine. The skull protrudes 
siiah tip from bait at back of head. Its easy. 
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THE DIVIDED BALL AND PLANE METHOD 


What I wanted was a method whereby, if a head 
looked wrong, I could find out what was wrong 
with it. Tampering with a painted head to correct 
some bad construction or drawing usually ruined 
the work done. The necessity of starting the head 
correctly in the first place was obvious, so that the 
finishing could be approached with the confidence 
that after hours of work it would not go "sour." With 
closing dates of publications imminent, it is risky 
business to proceed without a full knowledge of 
what you are doing. 

So this method evolved from personal necessity. I 
might state here that in the beginning I had not the 
slightest intention of putting it in book form. How¬ 
ever, when the plan did work itself out finally, I 
was struck with its simplicity. It was one of those 
instances that make you wonder why you or some¬ 
body else had not thought of it before. The fact that 
it tied up with our first childish scribbles, which 
after all are a crude statement of form unhampered 
by superficial detail, only increased my enthusiasm. 
Why, then, could not such a plan be made avail¬ 
able to all, from the child scribbler to the profes¬ 
sional artist? The plan changes but slightly from 
the first round ball and added forms to the profes¬ 
sional piece of work, the difference lying in the 
ability of the individual. It all hinges on the proper 
building of the ball and its divisions. Approached 
with the understanding that one is drawing solids 
instead of lines, the method becomes surprisingly 
simple. 

I do not doubt but that these few pages will prove 
of inestimable value to many practicing artists, who 
I know have been confronted with the same diffi¬ 
culties of bad drawing and closing dates. But pri¬ 
marily the book is for John Jones, who always 
wanted to draw but could not. 
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AS APPLIED TO DIFFERENT TYPES 
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To test ifoa r i ‘ty€ for form*ye? /tow many &f the head's yea cam classi^.{hhye^/)< 


SOME HEADS BASED ON PAGE 41 

This page must give you some idea of the unlimited va¬ 
riety of types and characters possible through building by 
the Divided Ball and Plane method. There are thousands of 
types, and each looks different mostly because of the skull 
rather than the features. It's fun to study an individual, and 
try to figure out what kind of ball and plane go together to 
make up his face. You really learn to look deep into charac¬ 
ter, and beneath the surface. This method calls for no clair¬ 
voyance, but a quick eye and a skillful hand. 
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W lack to oar fun aq&ijt- after all this 'deep stuff."'fry dmtdttf these. 

COMIC HEADS BY THE DIVIDED BALL AND PLANE 


The above are simple applications of the method. These are no 
more difficult than by the previous plan of attaching forms 
directly to the ball. However, the chance of error is greatly less¬ 
ened. You might as well have the complete method as part of 
it. Time spent on these pages will prove of sound value to any¬ 
one sincerely interested in the drawing of the head. It is sug¬ 
gested that you go on with the book and come back to this 
section at intervals. As you try you will improve. By all means 
do not give up. That hand of yours will be doing surprising 
things before long. 
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THE PRETTY GIRL 

A pleasing head of a girl depends ninety-nine percent on how well 
you draw it. More exactly, the ball must be drawn well, the con¬ 
struction lines correctly placed on the ball and plane, and the fea¬ 
tures nicely placed. Remember there is the width of an eye be¬ 
tween the eyes. Do not place the mouth too low or get the nose too 
long. I have used a pen here. Try it sometimes. 
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The Method series us Mckeck* 
as me//aswrconstructon, A 
<firl head mas/ leih dmmlnd*, 
to he beautiful or ssx.ari. Thg 
phrase in dramma * liter ulus 
hearts that /Ratifies must Se 
Spaced eorrectlp on corsirudiatt 
lines mol ase Correct wtik ctzmiu/n. 



A METHOD OF CHECKING 

The blue lines in the diagram above are our same construction lines. 
They may be done on tracing paper over any face. You can thus quickly 
find a feature that has been incorrectly placed. You can also “find” the 
ball and plane position in a photographic head this way. Whether you 
are building or tearing down, the method applies. 
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THE WOMEN FOLKS 
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TWENTY KIDS 
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ETERNAL YOUTH 




Voa should no& be able to com struct and finish these. 
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THE OLD FOLKS 




Look carelalii/ for Ball and Plane, then add pieces r 
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OH, BOY, OH, BOY! NOW THE FUN REALLY STARTS 
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PART TWO 


PUTTING THE HEAD ON THE BODY 
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THE COMIC FIGURE 

You know. I've a hunch you have been itching to 
get into this portion of the book. Well, it is really 
going to be great fun to create little people of your 
own, doing anything you want them to. There is 
nothing hidebound in this plan either. Take it in easy 
doses for the fun that's in it. Whether the folks you 
draw will ever bring home the bacon is a matter of 
circumstance and how clever you get to be. But it's 
worth the effort to get that bang out of being able to 
do it. 

When you were a very little boy or girl your brain 
children probably looked like these. If they did, 
you had a great deal of undeveloped talent, and if 
you have not been drawing ever since, it's a real 
shame. When the little youngster starts to draw, 
he instinctively does a better job than he does later 
on. He goes to essentials, a crude representation 
of the bulk without the detail. Soon he forgets the 
body and starts drawing buttons and clothes with 
a face on them. Result: he gets discouraged and 
transfers his attention to some pretty blond curls 
or a new bicycle. 

In all seriousness, I say that Nos. 1 and 2 of the 
marginal drawings have great possibilities; 3 and 
4 still have hope. But 5 verges on those awful draw¬ 
ings in public places. 
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Now we start with something very much like 1 and 2. 
For want of a better name we shall call him 
"Doohinkus." All we need do is add some sort of box 
for a pelvis, some pads for hands and feet, some balls 
at the joints, and a straight line across for shoulders. 
We thus give him the following characteristics. 

Head is a ball. 

Chest is a ball. 

Pelvis is a box slanted out at back and in at the sides. 

The spine does not go through the chest ball but 
around the back of it. 

The legs are not straight but curve in to the knees 
and out toward the foot. 

Forearm is slightly curved. 

Chest ball is divided by a line through the middle 
and flaring lines at the bottom, like a Y upside down. 

The reason for the curve on the bones is that they 
thus become "springy" and shock-absorbing. 

Without those curves we would be nervous wrecks 
before we were in short pants or panties as the case 
may be. 

Every limb is movable in practically all directions. 

The chest ball is fixed to the spine but the spine bends 
in all directions. It can also twist or turn, so that there 
is a wide range of movements possible between spine 
and pelvis. 

The human body is just about the nicest bit of me¬ 
chanics we have in the world. We can walk, run, jump, 
climb, stand erect, sit, all without any oiling or burnt- 
out sparkplugs. Our motor starts and stops once. If 
we take care of the engine it will outlast any metal 
one. Let's go! 
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HERE WE GO! 

The proportions of your little figures may be varied in any 
sort of way. Below we show a variety of comic exaggerations. 




Skminf ex&yqemiion of headin relafott foAody 






Shorn ftf ofbody m roiaffon. AoAead 






.Aocouty aftlL/wiiedexa^feraiion of£e&d&mdAody 
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WE START ON THE FIGURE 

We shall start at once to put them into action. There will always 
be movement of the parts. Draw this page carefully and become 
thoroughly familiar with the movement of each part. 



The head can fake an if pcXsiUon of ike fall and plane. Jee papeJf, 







Mooement &f the shcaiderj, kips, jpme and peiiuj. Twitting. Bend&tf. 



The meipki ef ike body mud he evenkf duiriiaicd over a central 
point of pravi-itf. This is efudiinum, Jujt a couple and its fore, eh what. 
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DOOHINKUS MOVES ABOUT. STUDY THE FRAMEWORK 



Jh wallirtf, the asms tot&tx in mvrre motion ef ithe legs, trample, left foci forward, left 
arm barf The weight is tipped fwumtd, catching balance with rack Iff same ofthese. 





toofh me, and probably wdl yetmy Tirol out. 



In rmxittf. ike arm-' also mow? in reverse ofthe toys. fn/amping ike arms and legs 
move m axis on „ leys forward, arms back. Jkm ike arms swing down m landing. 
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PURPOSELY OFF BALANCE 



Mxa. filh, Jaet U ftt fBB acoeamted a/Hk the Mtifnt of Dookmkus. / tjejeat ktrf 
pUHle drama eriUled, He mci up tcdth G*rHouseNriite.MMrlt teku cha^n*. 



'Hmdu,Hate’Mmfujjeud. 'Miodiffcme ofAU kt placed ku arm about her. 

44 - V>, 



She damiila Withdrew Jut m the air there came a jmacf of ioverj eft 
(Curiam). Moral - whatever yea do with a hot tie and a maidm Mont da it- 
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DO SOME OF THESE 
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TRY THESE, THEN INVENT SOME OF YOUR 
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BUILDING ON THE FRAMEWORK 



/n a simple kails' kefovee+t- tka faints just 

drstte lines ae&artid gwciafiltq ike {arms, This is dnztvirt^ trcrm- ike inside aid , 



SJte&t&fZf hew ssi-ucii- iiJ& ike drZ 2 U/H- /npus'g lk-g iH-t-ig /glio&ti rt•<&iltf if. 
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BUILDING ON THE FRAMEWORK 



fij- be re&I fart creating lit its fr. 


' , J X*f JtLi 


L ijf+r 1. 


I . , . __ 





Af&ie, /or ifi-r'ij toe iur*t tlbe peloi-s block over, Ao&v tee 'll let the cz%j4£er& help mj -„ 
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A WAY TO SET UP THE ACTION 


Take any jointed doll if possible, one jointed at the 
waist. This fellow was a plain wooden art-store man¬ 
nikin. In order to make him exist for you as some¬ 
thing more than wooden chunks, I dolled him up, with 
paint, putty, and a bit of hair from the bathroom rug. 
Then I got busy with my candid camera. He is a queer¬ 
looking little guy, a sort of cross between Groucho 
Marx and a cigar-store Indian; but he is made of parts, 
and it is the appearance of these parts in action that 
we are interested in. In this way Doohinkus Manni¬ 
kin is better than a live model. The black lines on 
him help you his bulk, just as they do on the ball. 
Take some of these poses. Start by drawing the frame¬ 
work in the approximate action. It is not important 
that you maintain the same proportions, and you can 
substitute any head. Change him to suit yourself, but 
watch the positions of the parts carefully. Build on 
each part as you it. Note whether lines at joints curve 
up or down, how the part is tipped toward or away 
from you, you can exaggerate the action of the hips 
and shoulders, as those actions were quite limited in 
the mannikin. You can also, if you wish, render the 
light and shadow on the parts. 

Tracing these, or copying without building, will do 
you no good. But if you will “build” a dozen or so, 
you will be able to set up figures of your own, in al¬ 
most any action. The correct assembling of the parts 
of the figure is much more important than actual 
knowledge of the bones and muscles. You cannot put 
clothes on your figures properly without knowing the 
action of under the clothes, and the flexing and pull¬ 
ing of the material over them from one part to an¬ 
other. 

Pages 66 and 67 will show how to go about it. 



7//J IMPERIAL MAJESTY 
'DOQHtNKUS 
M^NNlKiN 
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DOOHINKUS MANNIKIN SHOWS YOU THE PARTS IN ACTION 
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BUILD FIGURES FROM THESE 
START WITH THE FRAMEWORK 
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AFTER DRAWING THESE, TRY SOME OF YOUR 



65 












HOW YOU USE THE DOOHINKUS POSES 


Here is the way to go about the preceding poses. I have chosen figure 
No. 8 at random. First, it is a good idea to know what the normal 
figure is like. You needn’t draw this unless you are interested. The 
bottom figures illustrate how the exaggerated is based on the normal. 
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JUST PLAY WITH THE FIGURES 


The main idea is to enjoy yourself. Some day you may just 
put clothes right over the framework. But it is better always 
to sketch in the figure. Do not follow the photos literally. Do 
a lot of inventing, I wish I had more space here, but perhaps 
these will give you a working basis. 
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THE SUIT 




/? bail, a jyts&fe, and a. friatupic can be the fxmdodi&M. fora. coat. M ike side oxd 
¥? vein) ike ballif fledicMed at facf <zxdctd {foam at fruiit. Tdarers ctnexofas 


ceLJi/.fa.i remember that folds radiate fr&)tt/&i*$ts andcradle ok opposite safes 
If&a. should study folds from life to ax.dersto.xd fftesK- fhees, elhouiS } fups a?d 




Ike s/eeae w&rfs ajboot life the iroajtrsu/dk 
elbozo life fyt.ee. But coated for more tt&tst. 


Buttons coast? folds- leczrx to drtzuj them foriJv&y cXc-fosst action cffpca~€- 
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THE DRESS 




Jke hwb'i kips, shoulders and knees are all important in. Ike drape of womens 
clothes. Folds radiate tram these. There are excellent kooks on 'Fashion Dross crip J 



Clotklty varies bat ikt i principle remains. Clotkinp mast tell the story of the Fyare 
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HOW TO DRAW A HAT CORRECTLY 



tfaw to tip the. brim. 


tSaclct ikec.ratuM.or 
brim, as you. uiisJt. 
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FREAK HATS 
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THE HAND 
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FEET 
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NOW WE BUILD THE FIGURE AND PUT ON SOME CLOTHES 


j 



JkcA'A in ikf Doehifth-is. 



Jointed parts onto limSs. 



tmjf.fxp&'/ittmjSketch in ciUhes /ifkilty- fbusk ktydsuoinf m final kc/t&yitcffi as pu misk. 
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EXPERIMENT ON FELIX THE ICE 



Jfckk m cM&i afier arndtudim* finish 4 j &isk Mxo 
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TRICK STUFF 




Saa-pbukhi-Sf 
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TRICK 



"’T—/ 


rr/ 1 /7jfj 

It- 

\ 


LLl 

yj lUI 
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NOW HAVE SOME FUN 
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TRY TO WORK OUT THE CONSTRUCTION YOURSELF 
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EXPERIMENT WITH THESE 
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I'M PUTTING YOU ON YOUR OWN 
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THESE OUGHT TO BE INTERESTING 
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BUILD THEM UP; DON'T JUST COPY 
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NOW LET'S MIX UP THE RACES 
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YOU CAN DRAW THEM ALL BY OUR METHODS 
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ALSO THESE 
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AMONG US MORTALS 
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DOWN ON THE FARM 
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WHEN YOU AND I WERE YOUNG, MAGGIE 
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ANNABELLE 
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JUST NATURALLY ATHLETIC 
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VAMPS 
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AND MORE VAMPS 



93 










FORESHORTENING 


Unless one has a sound method of building, 
foreshortening is very difficult. In the figure at the 
right, the parts resemble the Doohinkus photos. If 
you think of the figure as sections fitted together, 
foreshortening takes 

fully as we built the head in Part One. Think of 
solids 

Below, we obtain foreshortening by projecting a pro¬ 
file into a front view, or the reverse, as we did with 
the head. Establish the desired tilt and position of 
the parts, then by parallel lines build the other posi¬ 
tion of the figure so that all important points coin¬ 
cide. When the figure is close, increase the parts 
that are closest and diminish the parts that are away 
from you. I did not do this, fearing it might confuse 
you. I personally prefer the method at the top, us¬ 
ing the eye, but often a difficult problem can be 
worked out easily this way, and it is well to know 
how. 
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THUS ENDETH PART TWO 



Here’s Gas House Nellie back with us, and what a 
wallop! She’s here to show you there’s no foolin’ 
about those little Doohinkuses, You can get more 
real stuff into your figures in two minutes this way 
than in two days of trying to horse around with the 
finished drawing that has not been planned out. If 
Nellie isn’t really slamming this guy, I’m a 
Chinaman. I can almost hear it. 
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NOW THAT I'VE GOT ALL OL YOU, WHAT TO DO! 



96 









PARTTHREE 


A WORLD FOR YOUR FIGURES TO LIVE IN 
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PERSPECTIVE 



Jevt? pomi perjp&diee 


V.P, ■ VaMj'jAtrtf paint 
M.P. m McaJurittif point 

■W ij m-fojurrd £>if diaf&tt&b anfy, and 
tvi/A H&ril&tt miiittf at AaifJtf a/matt- 



■Silift? paint p&&pecHu£. 


Hoso t& Meajune 

Peciattpltr &/&rj£ 
space is apti&ttai, 
7& repeat J-isttpiy 
£a&P tdibrif&tt&j. of 

j&e/ikrfjptiarfytfe 

keriz&n, &rU the 

perptTttSi cuf&r 
ikm PPand bad 
(Sth-ra- S£& M P 

and bad* £t? cj 


fhvpadiv* looks more- difficult than iiu-. &u mud Pwasd fa eh 


mu} 
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HOW TO ESTABLISH FIGURES ON THE GROUND 



fatten yzvundplane u net 
fa&ei ikfif W 

befaa? ftkrizm r kit mu-jtk 
ztlmm in tme peruped-LM. 



The font on may kr fixed 
at any feta hi i>n ike ilp- 

urp kit all fifurr-J mdfi 
6e related 



tjixMisk points athCrC 
fmzrej are desired. Mm 
draw ltde from feeilkm 
poods fa horizon-, 




Qna level yr&aridplant- the 
Marizzm, must put tkf&gk 
all {mares dike same hdpM 
m inf Mmeplace. 


diimys plan amtrpidm^kr 
ike zfasest timrt vrkemtf 
xdfet m i/tepkiwv. 




$m thjwfk drawn JftmMr 
aduaitif u larger. farawe 
ddlsrelaifan fa mm and 
korizm. 



JiZC at Spy should far 
approximated ha com¬ 
parison fa man kxdsei 
property on fround plane. 



Then krlxa fake lack fa 
paint at fap $/ fiftere. 
£eett perpendicular 
at the points chosen , 


Where line AS cuts the 
perpendicular £i the 
same/elaiior kelfk / 
oranfinal figure. 
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PERSPECTIVE IN THE FIGURE 




Cylinders i*z Ppror^ectiog 


rtQRlZOto 


Pli par£j of the fifure are afPried 

iffperspective, tofry figure jhould 
he re inked to a horizon and a van- 
hjiu-Hc? point to be correctly drawn. 
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COMMONFAULTS 



Study tkfj&ptciur&r. Jhgj# of? 
baits, /k ffamifr' xtdklXtf ij srirffti 



Mwf t/&fl&jp&£iwandpwpwiienj4fU& 
kcu/ffs #rtr fWt&tfdd isfit/kd figures 



Hi &ajus&£nf? p&ixis mad ia/ie/i Hid Corroded ffaais Ttoa/ rsiaio/d In si&. Thz 
jams Jwrison. fit? aim/? failA? da this. fif&r? bid id? iff wducdd Mud A idii'd 



If /Air o/ffftr c&snrci o/e wmdd 

Jdff if? distance ever /Aemtxmi&in. 



ff&nz&n ma/fi? nu f isil/d t ddii&ai- 

CtitUfS isi?/? f&rdijif&jf&mn ffyd/dt'?/. 
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FURNITURE 



Furniture mart always he 
dmu-n in cor/rolperspect¬ 
ive. dee that aft vanlsturp 
points fallen the picture 

- horizon. Especial atten¬ 
tion should he moen to 
he rare .rise of furniture 

... if relative to figures. 
Draw all eiipses par¬ 
allel With ground plane 

- neeer oh a riant. Photos 
mil o ften distort oh/ec/s 
that are round- Correct 
copy of that hind Draw 

all kinds of of/erts. 
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HOW TO PROJECT FURNITURE ONTO THE GROUND PLANE 


Here is an excellent method for building furniture and figures on a ground plane. It 
is simpler 





Draw a opaarr Then 

jptutrr tf off P/an tkej&f&utpe- 
sittoxj t/iikeft&xdweaxdfifwvj. 
fjtxMidi a GWfimea&evejF&tirpim 
and a ho/izoe, aiooeti fasvy the 
dimjf&n up ikm line to ike 

mtujAm# point. fk* depth dike 
fieri jpu&re it optional. (jpmreQ) 
PsiaMuk toteasuetfu? it-nedfdraw¬ 
ing diagonal thru jpuare t$ Atke/e 
dcutr otherdieuion iai& t m*fif 
off ike depth ofike other jf&as&z 
fum-fero/iifxarej and each fine 

izndpoint o*ft he lAxrtoraied- Mxo 

ejfxt/i/k heiphis from avpdefined 
eaUm m&pserde&rihed Pipe 99. 
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BUILDING AN INTERIOR FROM A GROUND PLAN-I 


Draw aftgsice rectangle to represent 
ground plan c/pictare. Divide into Hearts 
Drop lines from three comers (t£j) t& 
measuring It ke, then the e “points. 

[stabli-sk measuring point (MPj^ 

over the middle of measur¬ 
ing tine. [Optional} 


Correct points Zand3on 
measuring /me with 
M.ft. The comers ZajudS 
are now established 
Connect them with 
0(3 mshing p&i n is. 
How dp likewise 
with b points 
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BUILDING AN INTERIOR FROM A GROUND PLAN-II 



Plan the room oj g&tt wtjA. locate the 

furniture m tie ground plane If the I6 
sguarrs. Ifgm can't Jkewproject ike 
lines to ike edge* Pm ft 
line and Aret ioffP(fee TaJ 
pair. Build walls and 


Mw marl offp&rfu&t el fie 
interior that geu want 
in picture, fou can then 
square tfus offand 
enlarge to angsize 
g&a mA. dee 
next page. 


fFCm STAGE 

Its good to knowhow 
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BUILDING AN INTERIOR FROM A GROUND PLAN-III 



New tale i/te little squared &ffperspective drawing and fn/orge it bg/aging 
out longer rectangle in same proporiusns. It is bed now to pat awag gour rule 
and use gear eye ip fill m the fargPP JgaarSj. Haled lines are Jllffandare 
mechanical u)ken room if shrieked in, j fetch m ike figures. If geo wish 
#w can male separate sketches lor figures until you are satisfied iheg 
will ted the siwtf. In this manner g&a can build ang find afpicture. 
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BUILDING AN INTERIOR FROM A GROUND PLAN-IV 



BEDTIME 


And here is the finished drawing. It’s fun to try inking in some of your 
pencil drawings. Get a bottle of waterproof black drawing ink. You 
can get a box of school water colors, also, and get still more fun out 
of it. Knowing just what is the correct perspective helps so much to 
give that solid, finished, and professional look. This procedure opens 
up a whole world for the little figures you have learned to draw. It is 
worth while to see what you can do with this method. It offers a possi¬ 
bility of setting some work, besides the thrill of doing it. Now we shall 
take up a new subject. 
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LIGHT AND SHADOW: THE PRINCIPLE 



The Principle asm Space 



Rays of light travel in straight lines. From any spot, the middle ray, the “per¬ 
pendicular to source,” would meet the earth and pass through its center. At the 
point directly under the source we establish the point DL, meaning “direction of 
light.” S will mean “source” at the top of the perpendicular, 

From the farthest limit of the shadow to DL, then up to the source and back to the 
shadow, forms a triangle. The third corner of the triangle will be called At, mean¬ 
ing “angle of light.” DL may be the vanishing point of the shadow or the base from 
which it proceeds outward. 
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A SIMPLIFIED METHOD FOR GROUND SHADOWS 



the ssttrr? 


pnxypr. f/hffi rfrf&p the fpftf. rmt a 
f&pfxdimt&X Tkc&pfr ihe-Jourrf. lhg 
p&mt sh herizsK ls8L. Jim-piy amm 
fix?J Asm ihrsr im points iJtra ail 
t&f£&Wrj. 7vpS$rf%?r.j front JWC£ 
MUmromrrjPrm. DL. tfJutr £h& 
iimrj mr?t defines shadow. 



mtsa-p from- 
ikr Soured 


JfHte^/t*tgne£fk?j#un-?ffl£&m wrwjLsx 
or must «w/ Sasfarard, as from ihriar^t 
is ike part, Praia perpendfcaidr dmm from- 
DL Esi&biish- pairti At. fasrp/f &f iiq/tt). 
Prscr.ra! tkm m same mamer os &J&v?. 
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LIGHT AND SHADOW 



Jus Oh cuFyeu mMftdm&a skafawfa 
af&fu/e correctly m tke grvuxdpt&tf, 
ikls is fa? fa First famw 

rwciart^fas drofatfa safa/cd- fa&tfaasr 
ike {jHporiarti farms. these are dj&an 
fa the normal Pits dike Ufa*?. Mto 
rsiaHlsk fat and At ox a perpen d fafa ar 
kfaorod ffa.m i.fo comers an you &&&U 
aSufafalxp. Mt&tymka&e MrrecF 
ax face projected fa ground, goucan 
ikert mart disections far kead.de 
Ft fathers a simpfe matter fa fill in ike 
miiiHdf dike Fpoet? cmfa.rm wdk 
ikese srftdSfVj. ftaiamifa yaw one Ike 
J&tte JltOifaM far di ifaurej ot dyed. 


Jkafaws from Friifieiat Sources 

Ikeprincipleremains ike same, 
k&tveaer Di is Hotfan ike Horizon 
fat pi ike base d a perpendicular 
fa ike source. Ft can nm? far at. <my 
peofam ike spvwd plane, kd& 
masl a/maps kerfar. 
edit? under Jjounfa, 
wAj'h source is ds- 
ihie. Jkad&tXf fab nd 
remain parallel y 
ixddfa/er$e m ike 
msmnerdtkespdct 
da wheel from F t. 


no 































LIGHT AND SHADOW 





let ta-hope pcu never meet this 

Pintt of a Ilf At, but ifi>a might 

sometime want to draw ii. The 
prmcipie sidi holds no matter 
hero me tight is tipped or turned. 
Start the shadows hy linen from, 
31 thru the hose of the /if ure 
or adject. Jk ikio case the mg to 
marls head as&uid super drop 
to the groundpiare.ltamid im 
travel & #n upright plane or or 
thru space to mfm-ittf. 


The cardie anddirect lamp word 
m the identicalprooeedare. Aid 
the circle of shadow underlie tamp, 
a ad hcu it W oitamed. /ifaresan 
ejfiiMifAedin usual manner. Ike 
appro*i ma te area 0/light and 
dsadea) is indicated &n me fifarej. 
this erpiapus ike adteel andspofej 
idea at II at hose of farnp. 


Ill 

























LIGHT AND SHADOW 



Mum the source of tight Is 
outside cfihspiciaec limits. 

let us assume m tJtet&rskekk 
that fits source 1 ft in fount or 
ikeptduxepdtxe. Ikeffsiom 
then if to make a sheichpilotts- 
wf enough too m at ike heiiom 
to Lumpbte the figures roughly 
45 yd eenough ofme fIgor to es- 
taiiisA Ft. fl tkesmdmsgx 
igfali ok a. wall,draw Iks 
hioorline of wail, farcy J>a& 
likes to where fhey intersect 
tine of wall then carry lines 
uo rertlcalty. M&pkkmxk 
on figure and run tines from 
Sfkm these points until they 
meet the dries you drough t up 
from, the floor 

Me holism sketch skews the 
source lelow fke picture plane 
and almost on the floor. For 

many suffer is ikes piers a utif 
drama id effect Ike shadows 
not erttif create wierestwf ( W 
terns, hut intensify the tictlm 
and the story to tie fold. Jhu 
method, u an excellent and 
prac tical way to plan a 
picture of any hi?id- rfp&t 
was used to sketch im the 
liyuces and a spit pencil 
to determ ine the effect of 
the shadows. 
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THE LAST HILL 


I have a chosen a problem here that would be very difficult without some under¬ 
standing of the fundamentals given in Part Three. By the use of perspective, to¬ 
gether with the effect of light and shadow, we create the illusion of space, form, and 
a quality of existence. 

This drawing may have the “feel” of having been sketched from life, because of the 
fundamental principles applied to it. However, it was done from the imagination, 
without any copy, simply to show you the possibilities. 

It is a great storehouse of material. By all means, draw from that great source. Do 
not just copy. “Build” with what you observe for yourself to be true. Try to get the 
individual quality of each thing you draw. It is that quality that makes the artist 
interesting. 
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TIME'S UP, FOLKS. WE GOTTA GO. 'BY 
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THE AUTHOR’S CORNER 


I guess all you folks will forgive me for reserving a tiny 
corner of the book as my own. Everything must eventu¬ 
ally come to an end, and so with this book, my first effort 
of this kind. It has been a concentrated effort. At times I 
have seen the daylight fade and come back again with¬ 
out sleep. I’ll never tell anybody the actual time it took 
me to make these (it seems) thousands of drawings. I’m 
sure he would not believe me. I’m dreadfully tired but 
immensely happy. It has been intensely interesting, for I 
have retraced the ground of years ago. It has carried me 
back to the first struggle for knowledge that might earn 
me a living. It has reminded me of the early drawings 
which so often came back. 

How simple it all might have been, had I in the beginning 
been able to assemble these working principles, put them 
in order, and work with them as I do now. But they were 
bits of knowledge plucked out of the air like bits of fluff 
from a seed pod. Only a few within your grasp, just a 
few to take root and flourish. Strangely, the simplest facts 
always are the latest in being understood. And when they 
are. Their utter simplicity is the best reason for their 
acceptance, even at the cost of having to sweep out the 
pet theories and ideas accumulated over half a lifetime. 
At best, how do I know that I’m any more right now than 
in my student days? The answer is that of the con¬ 
valescent who has suffered and got well again. Lack of 
knowledge can be greater torture than the effort of ac¬ 
quiring it. I know only that I am happier in my work than 
I was then. It has gained publication in places that once 
seemed hopeless for me. I can approach the work with 
peace of mind and confidence boon of experience. This 
book is an effort to transplant that peace of mind to some 
few thousand others who otherwise must fall victims to 
the selfsame devices which contrive to make before they 
can make even a meager start. 
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WHEN ALL IS SAID AND DONE, NATURE IS YOUR 
BEST INSTRUCTOR 
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LEARN TO DRAW FROM LIFE 




When stoic A uta from It ft?, 
ike most practicedway is 
io held'pencclor rule rat 



cnp, Locale mi-rza.i€poi 

of yoap subject, hoik up 
and down and across . 
dp proximate recianqle 
ike subject: col ll fit into, 
and draw this divided as 
above, ffcxo by remembering 
just where middle pome 
fell, you azn.Siyki ay am 
for yuarterdfodiomfirst 
block in by shaper to fit 
pan is, ikon block m, the 
smaller forms. Draco the 
shadow shape} and fill id 
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I can think of no field of endeavor so sadly lacking in simple 
organization of its working principles. Nothing quite so hap¬ 
hazard, hit-or-miss, as the whole field of artistic endeavor. I 
am not a cartoonist, but I choose caricature for the beginner: 
principally because there is fun in it, and from the start I 
want him to feel a little of the creative joy he is entitled to. 
When artists begin to compile and set down their combined 
experience, give freely and humbly what little they can add, 
as do the other sciences, then art may have some chance to 
reestablish itself in the hearts of everyday people even against 
the mechanical perfection of the camera; even in a period of 
social adjustment and financial depression. The mental de¬ 
pression of our era weighs heavier on our race and future 
than do our dollars or lack of them. A little joy from the in¬ 
side must be welcome to almost anybody. Perhaps my book is 
a step in that direction. 

Yes, folks, I’m tired, but I’m happy. My little job, feeble as it 
may be, is done. I wait as breathlessly to see how you will like 
it as 1 ever waited for the verdict of any art editor or director. 
I’d give many more sleepless hours just to feel with you that 
first thrill of having created 

even if it be mere lines of a pencil. You’ll get to love those 
little folks you draw, even if they are a bit unwieldy and only 
a little bit human. 
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FUN WITH A PENCIL 
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